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Chapter  L 


Of  Counterpoint,  i<n.  pom/^ii^'(rn.</ 2.^a-ify. 


Counterpoint  is  divided  into  finiplc  and  figurative,    the  former  is  a  kind  of  Compo- 
fition  in.  2  or  more  parts,  wKerein  the  Notes  in  the  different  parts  are  of  the  fame  value,  and  is  cal- 
led plain. or  fimple  from  being  Note  againftNote  in  Concords  only.    "We  mav  chufe  the  Subject  either 
from  our  own  Fancy  or  from  a  Church  Tune;  in  the  latter  Cafe  the  Subject  is  called  in  Italian  Can- 
to fermo. 

In.  figurative  Counterpoint  the  Notes  in  the  different  parts  may  be  of  different  value, 
and  Concords  intermixt  with  Difcords.  When  the  Canto  fermo  or  Subject  is  placed  in  the  Lower 
Parts,  it. is  called  in  Italian   Contxapunto  fopra  il  foggetto;  and  if  in  the  Upper  Parts, 

Contrapunto  fotto  il  foggetto. 

Before  we  proceed,  the  following  General  Rules  in  Compofition  will  be  neceffary  to  be  ob- 
ferved  with  regard  to  the  different  motions  in  Mufick:  viz.  the  Regular,  Contrary  and  Oblique. 

1  The  Contrary  and  Oblique  may  be  ufed  in  any  Progreffion;  but  the  Similar,  only 
when  we. proceed  from  a  perfect  Concord  to  an  imperfect,  or  from  an  imperfect  to  an  imperfect: 
in  this  Senfe  only  the  8^  and  5^  are  deemed  perfect  Concords, but  the  3^  and  6^  imperfect.  . 

The  reafon  why  the  Similar  motion  in  the  Progreffion  from  a  perfect  and  imperfect  Concord  to 
a  perfect  is  not  allowed  of,  is,  to  avoid  the  wrong  progreffion  of  fucceffive  Fifths  and  Eights, Avhether 
open  or  hidden;  the  laft  may  be  difcovered  by  the  ixitermediate  Notes  contained  within  the  Spaces, 
as  may  be  feen  in  the  following  Example. 


Hidden  Fifths 


Hidden  Eights 


I 


ly-O- 


i 


-iB  


XT 


i 


5  h 


s 

33: 


8  8 


8 


8 


i 


i 


2  .We  muft  avoid  proceeding  to  an  Eight  or  Unifon  by  a  Skip,  that  is  when  the  lower  Part 
afcends  one  degree  and  the  upper  defcends  by  a  Skip  though  it  be  in  the  contrary  motion.  ; 
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3    An  imperfect  Concord  is  to  be  ufed  preferably  to  a  perfect,  as  the  former  is  more 
harmonious  than  the  Latter. 

4*   The  Notes  muft  be  conformable  to  the  nature  of  the  Key. 

S  Tlie  Inharmonic  Relation  in  Mi  again  ft  Pa  is  to  be  avoided  as  much  as  Poffible. 
6*  Regularity,  Variety  and  good  Mtlody  muft  continually  be  kept  in  View. 
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Now  we  proceed  to  the  Compofition  of  Plain  Counterpoint  in  2  Parts  onlj.  the  principal  Points 
to  be.obferved  in  this  kind  of  Compofition  are  as  follow: 

^. Every  note  of  the  Canto  fermo  rauft  have  its  particular  Concord,  if  it  is  in  the  lower  part  the 
Intervals  muft  be  taken  upwards,  and  if  in  the  upper  part,  then  the  Intervals  rauft  be  reckoned  downwards . 
6.  We  muft  begin  and  end  by  a  perfect  Concord 

c.  If  the  Canto  fermo  is  in  the  lower  part,  the  laft  note  but  one  requires  the  greater  Sixth,  and  if  in 
the  upper  part,  the  leffer  Third,  fee  the  following  Example  in  D,  ia.fol. re. 
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This  is  a  kind  of  Compofition  where  2  notes  are  fet  againft  one;  it  is  ufed  therefore  in  Binary 
meafure  confifting  of  2  equal  parts  the  firft  whereof  is  accented,  and  the  other  unaccented.  Here  the 
firft  Minum  is  to  be  Concord^  and  the  fecond  may  be  either  Concord  or  Dif cord.  The  Difcord  therefore 
only  is  ufed  in  a  gradualTranfition  from  Concord  to  Concord;  but  in  Skips  die  Concord  only  can  have  Place. 

j      5    Di^iinutio        ^  .  Diminutio 

I  Diminutio 

1.  Rule  If  the  Canto  fermo  is  in  the  lower  part,  the  two  notes  in  the  laft  Bar  but  one  muft  have  a  Fifth 

for  its  firft  note  and  a  greater  Sixth  for  its  fecond  note.  But  if  in  the  upper  part,  then  the 
firft  note  requires  a  Fifth  and  the  other  a  leffer  Third. 

2.  —  Skips  of  Thirds  in  a  Similar  motion  following  one  another  muft  be  avoided,  aa  it  would  occafion 

a  forbidden  progreffion  of  Fifths  and  Eights,  fee  Ex.i.  Greater  Skips  as  thofe  of  a  Fourth,  Fifth 
and  Sixth  are  allowed, as  it  would  not  offend  the  Ear  fo  much,  fee  Ex.  2. 
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4  3.  Rule  when  the  Canto  fermo  is  in  the  upper  part,  a  Minum  Reft  is  to  be  placed  at  the  beginning  of 
the  Counterpoint  inftead  of  the  firft  note.  ' 

4   ..  If  the  Parts  fhould  meet  fo  clofe  together  as  not  to  leave  fufFicient  room  for  the  notes  to  move 

in  the  contrary  way,  then  in  fuchCafe  a  Skip  of  a  Sixth  or  Eight  is  allowed  to  be  ufed. 
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Canto  fermo  Counterp'oint 

In  Triple  Tune  when  one  note  is  fet  againft  three,  the  middlemoft  note  maybe  Difcord, 

Ex. 


provided  it  be  in  a  gradual  progreffion. 
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?y  Ooanterboint . 


Is  a  kind  of  Compofition  where  four  Crotchets  are  fet  againft  one  Semibreve.  Here  it  muft  be 
obferved,  that  when  five  Crotchets  follow  one  another  gradually  either  rifing  or  falling,  the  firft,  third 
and  fifth  note  are  to  be  Concords,  and  the  fecond  and  fourth  Difcords.     fee  Ex.  1.        But  this  is  not 
always  the  Cafe,  as  fometimes  the  fecond  and  fourth  note  may  be  Concords,  and  the  third  a  Difcord  byway 
of  filling  up  the  fpace  of  a  third,    fee  Ex.  2.   To  explain  \vhich  more  fully  we  will  reduce  thofe Examples 
to  their  original  form  Ex.3,  which  will  fhew  them  to  be  regular  Tranfitions.        There  is  ftiH  another 
kind  of  TVanfition  which  is  when  we  proceed  from  a  Difcord  to  a  Concord  by  a  Skip,  and  is  called  in 
Italian  Not  a  Gambia  ta,  fee  Ex.  4.    This  Skip  of  a  Third  from  the  fecond  to  the  third  note  fhould  pro- 
perly have  been  made  from  the  firft  to  the  fecond  note^  in  which  Cafe  the  fecond  note  would  have  been  aSixth 
or  a  Concord,  fee  Ex.  5.    If  one  was  to  fill  up  this  Space  of  the  Third,  it  would  appear  as  follows  feeEx.^. 
But  as  Quavers  are  not  to  be  ufed  in  this  Stile  of  Compofition,  the  former  Example  is  thought  to  be  pre- 
ferable.  It  ftill  remains  to  be  obferved,  that  if  Canto  ferm.o  is  in  the  lower  part  the  laft  Bar  bi:t  onemuft 
be  regulated  as  in  Ex.  7.  but  if  in  the  upper  part,  according  to  the  Ex.  8. 
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Canto  lermo 


^      C^to  fermo 


Is  a  kind  of  Compofition  of  two  Minums  to  a  Semibreve,  where  Syncopation  of  Notes  cMeflyis  introduced. 
Syncopation  maybe  either  of  Concords  orDifcords.    If  of  Concords,  both  the  accented  and  unac- 
cented Part  of  the  Meafure  are  Concords  as  may  be  feen  Ex.  1.      But  if  of  Difcords,  the  unaccented 
note  is  to  be  Concord  and  the  next  accented  note  Difcord,  fee  Ex.  2.  As  in  th.e  preceeding  Counter- 

points Difcords  were  ufed  only  by  way  of  TVanfition  from  Concord  to  Concord;  fo  in  this  kind  of  Coun- 
terpoint they  bear  a  chief  part  in  the  Harmony,  and  as  fuchmuft  refolve  into  die  next  fucceeding  Concord 
by  falling  one  Degree,  as  in  the  laft  Example. 
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Syncopation 


[IS 


Of 


b  3 
O 


5  8 


h  8 


5  8 


10 


7  6 
—Q— 


7  6 


7  6 


XZ 


Concords 


Difcords 


If  the  Canto  fermo  is  in  the  lower  Part,  the  Second  refolves  into  the  Unifon,  the  Fourth  into  the 
Third,  the  Seventh  into  the  Sixth  and  the  Ninth  into  the  Eight,   fee  Ex.  1.    and  it  is  to  be  obferved, 
that  Difcords  in  reality  are  ufed  only  as  Retardations  of  Concords,  which  plainly  appears  from  thofe 
Examples  where  the  fame  Retardations  ufed  before  are  omitted. 
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We  cannot  for  this  reafon  pafs  from  the  Unifon  into  the  Second  nor  from  the  Eight  to  the  - 
Ninth  by  way  of  Syncopation,  as  in  that  Cafe  either  two  Unifons  or  two  Eights  would  immediately 
follow  one  another,  which  is  dif covered  in  thofe  Examples  where  Syncopations  are  omitted. 


r  I 

Ex. 

Bac 

0  II  m,  ■  = 

q 

r  i 

rrt 
i  1 ' 

1 

!  K  0 

2  1 

m 

2  1 
— ©— 

1 

1 

— tr~ 

1    Inl  8 

=5=tiyi  o 

9  8 

— o — 

9  8 
— G— 

8 

 ©  

8 

8 

— e- 

Bad 

f^^  

4 

.If  the  Canto  Fermo  is  in  the  upper  part,  then  the  Second  refolves  into  the  Third,  the  Fourth 
into  the  Fifth,  the  Seventh  into  the  Eight,  and  the  Ninth  into  the  Tenth.  ' 
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The  following  Rules  concerning  this  Counterpoint  in  particular^  are  to  be  ohferved. 


1.    If  the  Canto  fermo  is  in  the  lower  part,  the  Seventh  refolving  into  the  Sixth,  is  to  be  ufed 
in  the  laft  Bar  but  one.  But  if  in  the  upper  party  the  Second  which  refolves  into  the  Third 
and  paffes  afterwards  into  the  Unifon. 
2     Syncopation  is  to  be  introduced  in  every  Bar,  as  often  as  pofTible,  and  as  far  as  is  conCftent 
with  regular  Progreffion,  Variety  and  Melody. 
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Counterpoint 


Syncopations  may  ftill  be  introduced  in  a  different  manner,  as  will  be  fhewn  in  the  following 
Ex.  1.  where  inftead  of  the  ufual  Mark  of  Syncopation  a  point  is  added  to  the  Note  in  order  to  give  a 
brifker  motion  to  the  Air  or  Song,  -which  way  of  Syncopation  is  properly  to  he  ufed  in  the  Counterpoint  next 


following.     Befides  this  two  more  different  ways  maj  be  ufed  as  in  the  Ex, 2.  or  in  Ex.  8.  where  it  is 
to  be  obferved,  that  Qjiavers  in  fuch  a  Cafe  only  can  be  uf^d  on  the  fecond  and  fourth  Crotchet  of  the 
Bar.     All  thofe  different  ways  of  Syncopation  are  peculiar  to  the  florid  Counterpoint,  which  follows 
for  our  next  Confideration. 


Is  a  Compofition  which  may  be  termed  the  ornamental  and  rhetorical  part  of  Mufick,  and  coafifts 
of  a  Variety  of  Points,  Syncopes,  a  mixture  of  Concords  and  Difcords  and  diverlities  of  Meafure,  and 
is  in  fhort  a  Mixture  of  all  the  various  kinds  of  Counterpoints  treated  of  already,  and  therefore  is 

called  the  figurate  or  florid  Counterpoint. 

We  are  only  to  obferve  in  this  place,  that  (as  it  is  contrary  to  the  Rules  of  good  Melody  to  inter- 
rupt the  continual  Motion  of  a  Song  in  the  manner  fhewn  in  the  next  Example,  where  two  Crotchets 
immediately  following  one  another  are  put  at  the  beginning  of  the  Bar,  without  any  Syncopation  , 
•which  founds  to  the  Ear  as  if  the  Song  w^ere  drawing  to  a  Concluiion)  one  ought  to  keep  up  a  con- 
tinual motion  by  ufing  either  Syncopation  or  adding  two  more  Crotchets  as  is  explained  in  theExample. 

Indifferent  Better   ^  ^  


,  The  Example  referring  to  this  Counterpoint 
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That.Compofition  in  3  Parts  is  the  moft  perfect,  is  evident  from  the  Harmonical  Triad  1.  3.  5. 
being  compofed  of  3  Parts,  which  may  be  ufed  without  any  additional  note;  for  if  any  other  note  was. to  be 
added  to  it,  it  would  be  only  repeating  any  of  thofe  contained  in  the  Triad.  Ex.1.      This  Counterpoint 
therefore  is  a  Compofition  of  three  equal  parts  againft  one  another,  and  is  regulated  according  to  the 
fame  Rules  given  above  in  the  Compofition  of  two  parts.    What  ftill. remains  to  be  faid  concerning. this 
kind  of  Compofition  wiU  be  contained  in  the  following  additional  Remarks . 

1?^  The  Harmonical  Triad  is  to  be  introduced  in  every  Bar,  unlefs  for  certain  reafons  it  fhould  prove 
impracticable;  for  fometiraes  another  Concord  as  the  Sixth  or  Eight  is  chofen  inftead  of  it^  for 
fake  of  better  Melody,  or  for  fake  of  avoiding  the  wrong  Progreffion  of  two  Eights  or  Fifths  im- 
^  mediately  following  one  another,  fee  Ex.  2.  , 
2    When  the  Bafs  afcends  gradually,  fuffi.cient  Room  muft  be  left  between  the  Parts,  in  order  to 

^  meet  in  the  contrary  motion.  As  in  the  Ex.  2. 
S    The  Rules  concerning  the  different  Motions  are  to  be  applied  here  likewife.   This  only  is  to.be 
added,  that  the  fame  rules  muft  be  obferved  in  the  middle  parts  as  well  as  the  extreme.     Yet  in 
Compofition  of  more  Parts,  in  order  to  avoid  greater  Irregularities,  thofe  Rules  cannot  al- 
ways be  fo  ftrictiy  obferved . 
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Remarks  to  the  Examples  above 

In. the  Ex.  2.  we  find  every  thing  agreeable  to  the  Rules  of  Counterpoint  given  above,  as  well  with 
regard  to  Melody^  as  ^\ith  the  proper  Regulations  and  progreflions  of  the  Parts.     As  to  Ex.  3   the  pro- 
greffion of  the  middle  part  from  the  firftBar  to  the  fecond  is  not  fo  regular,  nor  is  the  fame  Variety  ob- 
ferved as  in  Ex.  2.  as  A  is  ufed  twice  in  the  middle  part,  but  in  Ex.2,  but  once.      InEx.4.  the  progref- 
fion of  the  2  fuperior  parts  is  wrong  on  account  of  the  forbidden  But  the  progreffi6h  of  the  to 
the  8^^  in  a  fimilar  motion  as  in  the  two  laft  Bars  is  allowed  of,  efpecially  as  it  could  not  properly,  be 
avoided   fince  the  Tenth  in  this  Counterpoint  cannot  properly  be  ufed  at  the  Conclufion.  InEx.5.th© 
afcending  Sixes  ufed  on  the  accented  part  are  more  difpleafing  to  the  Ear  than  thofe  ufed  on  the  un- 
accented,which  have  no  place  in  this  kind  of  Counterpoint. 
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We.  proceed  to  an  Example  where  the  Parts  will  be  difpofed  in  a  threefold  manner,  fo  that  the. 
Canto  fermo  will  appear  either  in  the  extreme  parts  or  in  the  middle. 
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Remarks 

To  the  1.  Ex.    Progreffions  like  that  from  the  feventh  Bar  to  the  eighth,  though  contrary  to  the 
Rules  of  Motion,  cannot  always  be  avoided  in  Compofition  of  three  or  more  parts;  for  if  we 
had  palTed  from  F.  to  C.  in  a  contrary  motion,  an  imperfect  Concord  would  have  proceederi  to 
a  perfect  in  a  fimilar  motion,  and  the  ninth  note  in  the  middle  part  would  have  fornid  an  Uni- 
fon  with  the  Bafs,  whereas  a  Unifon  is  lefs  harmonious  than  an  Eight.  Befides  we  ought  not 
in  this  kind  of  Compofition,  to  exceed  the  Compafs  of  the  five  Lines  without  neceffity,  fee 
Nor.  would  it  have  been  rectified  by  the  alteration  fhewn  in  Ex.  A   on  account  of  the  unnaturyi 
and  .  unmelodious  progreffion  by  Skips  . 
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To  the  2*!^  Ex.    In  the  ninth  Bar  the  Triad  has  not  been  ufed,  according  to  the  common  Rules,  as 
tlie  Eight  in  the  upper  part  is  preferable  in  point  of  Melody. 
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of  two  Minums  againft  one  Semibreve  in  three  Parts 

Here  muft  be  remembered  what  lias  been  faid  of  this  Counterpoint  in  the  Compofition  of  two  Farts 
and  concerning  the  Harmonical  Triad    at  the  beginning  of  this  Chapter,  yet  with  this  additional  remark 
that  for  fake  of  the  Triad    and  for  avoiding  two  Fifths  fometimes,  a  Minum  may  {kip  a  Third  as  in  Ex.1, 
i      The  following  are  the  Examples  relating  to  this  Counterpoint  in  three  different  Situations.  Ex.  2. 3. 
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Remarks 

Pirft.  Syncopation  has  been  introduced  towards  the  latter  end  of  the  Examples  above    contrary  to. this 
kind  of  Counterpoint   as  otherwife  either  a  Unifon  or  Eight  both  being  void  of  Harmony  would 
have  been  ufed  inftead  of  it  . 

Second  The  Sharp  Third  at  the  end  of  the  laft  Example  has  been  ufed  in  order  to  prevent  two  Fifths. 


Of  four  Crotchets    againft  one  Semibreve. 

As  we  purfue  the  fame  Method  in  the  Compofition  of  three  Parts  that  lias  been  ufed  in  that,  of 
two  Fiirts,  fo  the  fame  Rules  muft  be  obferved  in  refpect  to  this  Counterpoint,  with  this  dllVerence 
only,  that  wlu  reas  in  the  former  four  Crotchets  were  placed  againft  one  Semibreve,  fo  in  thi«  part 
of  Compofition  four  Crotchets  are  to  be  placed  againft  two  Somibreves . 


"Wkat  iurther  remains  to  be  obferved  is  tliat  accented  notes  principally  are  to  be  regarded,  and 
that  if  the  Harmonic al  Triad  cannot  be  introduced  on  the  firft  accented  note,  it  ought  to  be  fo  at  leaft 
on  tiie  feoond  and  third.    See  the  following  Examples  according  to  the  different  fituation  of  Parts; 
which  alfo  maybe  contrived  in  fuch  a  manner  that  one  of  the  Parts  may  confiftof  Crotchets,  the  other 
of  Minums  and  the  third  of  Semibreves.  as  in  Ex.  6. 
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of  Syncopation 

Here  it  will  onlj  be  neceffary  to  fhew  what  is  to  be  obferved  with  regard  to  the  Concofd  of  the 
additional  third  Part;  that  it  requires  tKe  fame  Concord  that  would  have  been  ufed  if  there  had  been 
no  Syncopation,  fee  Ex.1.  2.      The  fame  is  to  be  underftood  when  the  Bafs  or  lowermoft  Part,  fyn- 
copes.  fee  Ex.  3.4.     With  regard  to  the  two  Lift  Examples  it  muft  be  obferved  that  the  progref- 
fion  of  the  former  feems  to  be  wrong,  as  is  plainly  difcovered  in  the  latter  where  no  Syncopation 
is  ufed,  .  Such  Succeffion  of  Fifths,  if  covered  by  Syncopation,  is  neverthelefs  allowed  of  in  Cojnpo- 
fition  in  the  middle  parts  only.     But  the  fame  Licence  cannot  be  allowable  with  regard  to  Eights, 
becaufe  an  Eight  is  lefs  harmonious  than  a  Fifth,  fee  Ex.  5.  6. 
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Here  follow,  the  Examples  to  this  Counterpoint  in  a  threefold  Situation. 
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Remark 

In  the  third  Bar  of  the  firft  Exajtiple  aDifcord  has  been  ufed  inftead  of  a  Concord  on  the  unaccented 
part  of  the  Bar,  contrary  to  the  common  Rule,  which  is  not  only  allowable  in  fuch  a  Cafe  when  the 
Bafs  lies  {till,  but  alfo  looked  upon  as  an  Elegance,  fee  Ex.  2,     In  the  fixth  Bar  the  7  is  accompanyd 
by  an  8  becaufe  firft  it  is  part  of  the  Subject  itfelf,  and  fecondly  Syncopation  is  to  be  introduced  on 
every  Bar  if  poffible. 

Ex.3.  Ex.4. 
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Remark 

In  the  laft  Example  above,  a  Reft  has  been  put  in  tHe  firft  Bar  of  the  Baf8,a8  no  Syncopation  could 
properly  be  introduced  there,  and  as  that  Space  could  not  be  filled  up  by  any  other  kind  ot"  Counterpoint, 
which  manner  of  proceeding  in  fuch  cafe  is  allowed  of  in  Compofition.   Yet  the  Example  above  might 
have  been  regulated  as  in  the  following  Ex.1,  which  is  rather  preferable.  Here  the  Counter  Tenor  in  the 
firft  Bar.  fupplies  the  part  of  the  Bafs.  The  fame  may  alfo  be  practifed  with  the  Tenor,  and  occafionally  e- 
ven  with  the  Treble.  Another  Inftance  where  a  Reft  is  properly  applied, fee  in  the  Examples  2.  8.  where 
it  appears  that  two  hidden  Fifths,  which  in  this  part  of  Compofition  in  particular  cannot  be  allowed  of, 
are  entirely  prevented  by  means  of  that  Reft  . 


Ex.1. 


Ex.3. 


Nothing  jnaterial  remains  to  be  obferved,  btit  what  has  been  mentioned  already  with  regard  to  this 
Counterpoint  in  the  Compofition  of  two  parts,  in  particular,  and  all  the  Rules  given  above  are  likewife  to 
be  applied  fo  far  as  the  nature  of  this  kind  will  permit.     We  obferve  here  only  in  particular,  that  the  ufe 
of  the  Contrary  motion  in  almoft  every  Bar  will  greatly  contribute  to  render  this  kind  of  Performance  eaA. 
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'  C OMPO  SITION' 


'P'/rap  Counterpoint 


INTote  againft  IN'ote 

Hexe  tKe  additional  fourth  Part  is  no  more  than  Doubling  a  Concord  contained  in  the  Harmoni- 
cal  TViad  . already,  fome  few  Chords  excepted.    All  the  Rules  concerning  the  Progreffions  and  Motions 
laid  down  in  the  foregoing  Chapter,  rauft  be  obferved  as  much  as  poffible,  fo  that  a  juft  reference  and 
Proportion  ought  to  fubfift  not  only  betwixt  the  extreme  but  alfo  between  all  the  different  Parts. 
In  what  Order  Concords  naturally  muft  be.  placed,  may  be  known  from  the  Harmonical  Divifion  of  the 
From  that  Divifion  arifes  the  Fifth,  from  that  of  the  Fifth  arifes  the  Third,    From  hence  follows  that  the 
Fifth  is  to  be  placed  below,  but  the  Third  uppermoft;  which  order  is  to  be  obferved  in  the  combination  of 
Concords,,  unlefs  for  particular  reafons,  as  for  inftance  for  fake  of  a  proper  ProgrefCion  from  one,3Sar  to 
another  it  fhould  be  found  impracticable.  .  - 

We  proceed  to  the  Examples  according  to  the  different  Situation  of  Parts,  where  we  fhall find  everv- 
Rule  relating  to  this  Counterpoint  obferved  as  far  as  the  nature  of  the  Subject  will  admit  of.  fee£x.l,2.3.4. 
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whatever  has  been  mentioned  concerning  this  Counterpoint  in^the  Compofition  of  three  Parts,  is  alfo 
to  be  applied  here,  fo  far  as  the  nature  of  this  kind  will  admit  of.  fee  Ex.  1.2.3,4, 
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Counterpoint 

Of  four  Crotchets  againft  one  Semibreve 

Here  likewife  is  to  be  applied  what  has  been  obferved  relating  to  this  Qounterpoint  in  the  Qompo- 
fition  of  two  and  three  Parts^  and  what  further  remains  will  be  explained  in  the  Examples  . 
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Remarks 

If  inftead  of  doubling  tKe  3^  as  in  the  fourth  Bar,  tKe  Unifon  had  been  ufed,  not  only  ^he  Harmony 
would  have  been  deficient,  as  the  Unifon  ufed  on  the  accented  Note  feems  to  be  void  of  Harmonv,  fee 
Ex.  a.  but  aKo  the  Third  or  Decime  being  a  paffing  note  in  the  Treble  viould  have  been  deficient  as 
it  would  have  been  but  imperfectly  percieved  on  account  of  its  fhort  duration. 
2^.  The  Progreffion  between  the  Tenors  in  the  eighth  Bar  feems  to  be  contrary  to  the  Rules  of  Motion 
but  could  not  be  avoided,  as  in  this  Counterpoint  we  are  confined  to  four  Crotchets.  However,itcouIci 
he  rectified  by  dividing  the  Semibreve  in  the  Counter  Tfenor  as  in  Ex./^.     This  alfo  is  to  be  underftood 
with  regard  to  the  preceeding  kinds  of  Counterpoint,  where  for  the  fame  reafon  feveral  little  Irre- 
gularities have  been  fuffered  to  pafs  .         Now  follow  the  other  fituations  of  the  Example  above. 


£- 


a 


i 


ff!==tr 


II II 


iiiiiti 


EC 


Canto  fermo 


1^o  I  1^  II 


m 


Canto  fermo 


II II 


i 


m 


i 


o  '  Id  ! 


BE 


a 


2t 


5 


1 


XT 


^7 


Of  Syncopation 

In  Compofition  of  four  Parts  the  fame  Rules  concerning  the  Accompanyment  of  Difcords  are.to  be 
obferved  which  have  been  laid  down  in  Compofition  of  three  Parts,  which  impl^  that  the  fame  Concords 
that  are  required  to  accompany  in  the  S3Ticopation,  of  Difcords  muft  remain  in  the  Refdlution.  For  In- 
ftance  ^.  a^S.  C.  which  Examples  plainly  ihew  it  to  be  the  fame  Concords   whether  the  Notes. are  Syn- 
copated or  niy'ti         In  this  kind  of  Counterpoint  it  is  fometimes  neceffary  to  break  a  Semibreve  for 
fake  of  proper  Refolution,  as  for  Inftance  when  the  7.  6.  is  accompany d  by  a  5    Ex.  d.  e»  forotherwife 
if  the  Accompanyment  was  to  confift  entirely  of  Semibreves,  the  Harmony  could  not  always  be  properly 
difpofed  according  to  Rule,  as  will  be  more  fully  explained  in  the  following  Ex.  1.  2.  3.  4,  / 
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Note.  According  to  tlie  Obfervation  ahove  we  find  in  the  fixth  Bar  of  tlie  firft  Exam  pie,  that  tlie  accen- 
.f^®^  wants  the  Accompanyment  of  a  .E>V  which  neve rthelefs  belongs  to  the  full  Harmony. 

In  the  fifth  Bar  of  the  laft  Ex:  the  2^  is  doubled  and  the  6^  left  out  which  properlj  fliould  accompany 
2^  and  4^  fee  Ex.  a.     But  in  the  fixth  Bar  of  the  fame  Ex.  the  4^  has  been  doubled  inftead  of  the  2'i 
whereas  the  2^  is  rather  to  be  doubled,  as  by  the  Refolution  the  latter  becomes  a  3^  an  Interval  that  is 


.th 


more  harmonious  than  that  of  the  6 .    which  is  produced  by  doubling  the  4.     fee  Ex.  75. 
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Wliatever  is  to  be  obferved  with  regard  to  tihls  Counterpoint  in  four  Farts  is  contained  already  in  the 
fame  Counterpoint  in  the  Compofition  of  2  Sr  3  Parts,  to  which  it  refers,  as  may  be  feen  from  Ex.  1. 2.  3.  4. 
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Before  we  proceed  to  the  next  Chapter^  it  will  be  proper  to  obferve  that  fome    Difcords  may 
be  refolved  in  a  differejit  manner,  as  tor  Inftance  the  5    into  the  6    the  Decime  into  the  3  the  Fourth 
into  the  Sixth  and  Third  as  in  the  tbllowing  Examples » 
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Of  Imitatiofi, 


when  tke  fuccee ding  Part  follows  the  preceeding  after  fome  Paufes  or  Refts,  in  die  fame  Intervalls 
without  being  either  conflneci  tb  whole  or  half  Tones,  or  to  the  Key,  we  call  it  Imitation. 

It  is  not  required  that  every  note  of  the  preceeding  part  fhould  be  imitated,  which  is  peculiar  only  to 
Canonsj  but  is  fufficient  if  only  fome  part  of  a  Subject  is  imitated.     It  is  llkewife  to  be  obferved  that 
Imitation  is  rather  to  take  place  in  the  middle  than  in  the  beginning  of  a  Gompofition,  as  in  the  middle 
it  need  not  fo  ftrictly  be  confined  to  the  Key.    Laftly  it  may  begin  with  any  Interval,  as  the  Unifon, Second, 
Third,  Fourth,  Fifth,  Sixth,  Seyenth  and  Eighth,  as  wiU  be  fhewn  in  the  following  Examples  . 
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ll&S   my  C/e/neta 


Tte  Fugue  is  a  kind  o£  Compofition  wliere  the  following  Part  repeats  fome  notes  of  tKe  former 
by  the  fame  Intervals  and  bj  tlie  fame  Species  of  whole  or  half  Tones,  and  where  one  is  ftrictly  con- 
fined to  the  Rules  of  the  Key.    Everj  Key  is  determined  by  the  compafs  of  a  4*^  and  5^  contained 
within  the  Eight,  according  to  the  limits  whereof  the  Subjects  of  Fugues  muft  be  regulated,  fee  Ex.1. 
That  is.  when  the  fir  ft  Part  takes  up  the  extent  of  a  5^  the  fucceeding  muft  not  exceed  the  limits  o.f  tlie 
Kej^,  but  remain  within  that  of  a  Fourth  and  vice  verfa.  fee  Ex.  2.  3.     But  in  Imitation  we  are  not  confined 
to  this  Rule,  as  it  is  fufficient  when  the  fucceeding  Part  imitates  die  firft  by  the  fame  Degrees  or  Skip8> 
fee  Ex..4.     Laftly  the  Fugue  muft  begin  with  fuch  Intervals  only  as  conftitute  the  Key,  wiiich.are  theUnifon 
Eighth  and  Fifth,   But  Imitation  may  begin  with  any  Interval  as  has  been  mentioned  already. 
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T%e  following  is  a  fhort  but  regular  Method  how  to  Compofe  a  Fugue  in  two  Parts. 

Firft  choofe  a  Subject  fuitable  to  the  Key  you  intend  to  Compofe  in,  and  write  down  yOur  Subject 
in  that  Part  wherewith  you  intend  to  begin.       This  done  and  having  firft  examined  your  Subject  whe- 
ther it  be  conformable  to  your  Key,  if  fo,  repeat  the  fame  notes  in  the  fecond  Part  either  in  the  Fourdi 
or  Fifth,  and  whilft  the  Second  Part  imitates  the  firft  wherewith  you  have  begun,  put  fuch  notes. in  the 
firft  Part  as  will  agree  with  your  imitating  Part  according  to  the  Direction  given  in  the  Figurate  or 
Florid  Counterpoint,  and  after  having  continued  your   Melody  for  fome  Bars,    regulate  the  Parts 
thus,  that  the  firft  Cadence  may  be  made  in  the  Fifth  of  the  Key.       Then   refume  your  Subject 
moftly  in  the  fame  Part  you  have  begun  with,  but  by  another  Interval,  after  ha%ing  firft  put  a 
Reft  of  a  whole  or  half  Bar,     whicK  however  may  be  omitted   in  cafe  there  fhould  happen  to  be 
a  great  Skip  inftead  of  it.       After  this  endeavour  to  bring  in  your  Second  Part  after  fome  Reft 
and  that  before  the  Subject  of  the  firft  Part  draws  towards  a  Conclufion,  and  having  carried,  on 
your  Subject  a  little  longer,  make  your  fecond  Cadence  in  the  Third  of  the  Key.  Laftly  in- 

troduce your  Subject  again  in  either  Part  and  contrive  it  fo  that  one  Part  may  imitate  the  other 
fooner  than  at  firft,  and  if  poffible  after  the  firft  Bar,  whereupon  both  Parts  are  to  be  united 
and  the  Fugue  finifhed  by  a    final  Cadence  . 

See  the  following  Fugue,  on  the  next  Page,    where  the  Subject  is  taken  from  our  ufual 
Example,  in  which  every  thing  relating  to  the  Direction  above  is  exemplified. 
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As  in  tlie  foregoing  Example  the  fucceeding  Part  anfwered  tKe  Subject  of  the  firft  in  the. 
above.it,  fo  in  the  following  Fugue  the  fame  Subject  will  be  anfwered  by  the  fucceeding  Fart  in  the 
4*^^  below  it, agreeably  to  the  Rule  given  above;    That  if  one  Part  takes  up  the  extent  of  a  6^  the 
following  muft  not  exceed  the  limits  of  a  4*^^    and  vice  verfa. 
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Note. The  notes  of  the  Subject  towards  the  end  of  the  Example  above  appear  with  fome  alteration 
by  being  introduced  by  way  of  Syncopation;  which  is  not  only  allowed  of  in  Compofition,  but  is 
thought  rather  to  have  an  agreeable  effect.      Sometimes  neceffity  requires  a  Divifion  of  notes 
when  otherwife  the  Subjects  cannot  be  clofely  united. 

The  following  is  an  Example  of  a  Fugue  in  the  Key  of  A  .  . 
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Nott .    In  tlif  llrft  and  fecond  Bar  in  foregoing  Example ,  the  Second  E.  F.  in  the  firft  Van  is  imitatt  <}  by  a 
Third  A.  C.  in  the  anfvver,  as  there  was  no  other  way  of  making  the  notes  ot'the  Anfwer  by  th';fame 
Species  of  half  and  whole  Tones;   for  if  the  anfwer  had  been  made  by  the  Semitone  A.  H.  in  imita- 
tion of  E.  F.  in  the  beginning  part,  it  would  have  been  in  an  improper  Key* 


whatever  is  to  be  obferved  in  Compofition  of  three  Parts  (efpecially  with  regard  to  the  Harmonical 
Triad)  muft  alfo  be  applied  in  this  Cafe.    It  therefore  remains  to  be  fhewn  what  Points  are  to  be  con- 
fidered  in  relation  to  a  Fugue  in  three  Parts.    All  thofe  Rules  given  above  for  compofing  a  Fugue. in  two 
Parts  muft  likewife  be  applied  here,  un till  fuch  times  only  as  the  third  Part  is  introduced,  which  may  be 
done  after  bothParts  have  finifhed  their  Subjects,  or  after  the  addition  of  fome  notes  which  fomeCompo- 
fers  joyn  to  the  Melody  of  the  Subject,  according  as  circumftances  require,  which  in  fuch  Cafes  always  de- 
pends on  the  proper  judgement  of  the  Compofer.   But  in  order  that  the  third  Part  might  not  appear  alto- 
gether infignificant.  Care  muft  be  taken  to  bring  it  in  by  way  of  a  Triad  or  by  Syncopation  of  a  Difcord; 
the  laft  of  which  is  reckoned  to  be  rather  more  fkillfuU. 

With  regard  to  the  Interval  wherewith  t  ie  third  Part  is  to  begin  and  follow  either  of  the  two  Parts, 
it  is  to  be  obferved  that  for  fake  of  Variety,  as  being  a  material  point  in  Compofition,  it  generally  muft 
anvvver  to  that  part  wherewith  One  has  begun  the  Subject.       But  if  from  the  nature  of  the  Parts  it 
fhould  appear  to  be  more  proper  to  begin  with  another  Interval,  it  is  entirely  left  to  the  Difcretion 
of  the  Compofer. 

As  to    Cadences,  their  ufe  in  the  Fugue  of  three  Parts  is  different  from  that  in  two  Parts, for 
no  Formal  Cadence  maybe  ufed  that  ends  with  a  fliarp  Third,  as  on  fuch  the  Subject  cannot  be  brought 
in.  But  if  it  {hould  appear  practicable^  fo  that  the  Subject  may  be  conveniently  brought  in ,  both  For- 
mal and  Fictitious    Cadences     may  be  introduced  not  oxAj  in  the  5^^  or  3^   but  alfo  in  otlier 
Intervals  that  are  not  too  remote  from  the  nature  of  the  Key.    A  Formal  Cadence  clofes  by  means 
of  a  {harp  Third  and  paffes  afterwards  into  the  Eighth,  fee  Ex,  a.    But  a  Fictitious  Cadence  inftead 
of  a  fharp  Third  ufes  a  flat  Third  whereby  the  Ears,  which  naturally  expect  a  formal  Cadence,  are  drcieved 
fee  Ex.  A    Such  a  Formal  Cadence  may  be  avoided  by  keeping  the  fharp  Third  in  the  upper  Part,  whilft  the 
Bafs  choofes  another  Concord  inftead  of  the  Eighth.  Ex.  C.  '  . 
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Formal  Cadence 


Fictitious  Cadences 


The  Ufe  of  fuch  Cadences  as  defcribed  in  the  laft  Ex.  ^.  is  reckoned  to  be  ftill  more  elegant  in  flie 
Compofition  of  more  Parts,  fee  Ex.1.  2.  on  the  next  Page.     A  Formal  Cadence  may  alfo  be  introduced  in 
fome  unufual  Interval  by  means  of  the  Subject  itfelf,  as  will  appear  in  Ex.  3.  which  \'>  ill  fhew, not  only 
how  in  fuch  Cafe  the  Formal  Cadence  is  to  be  regulated  on  the  firft  note  of  the  Subject,  but  alfo  the 
Accompanyment  of  the  other  Parts,  and  the  fourth  Ex.  will  fhew  us  a  Cadence  wliich  will  appear  on 
the  fecond  note  of  the  Subject, 
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SucK  Formal  Cadences  are  not  onlj  allowed  of  in  Compofition,  but  alfo  deemed  fine  frlkillfuU 

Having  fkewn  Kow  Cadences  are  to  be  interwove  with  tlie  Subiects  of  a  Fugue  we  wiE  fubjo^n  ano- 
ther Example  which  is  to  fhew  how  Cadences  thus  intermixt  with  thie  Subject  are  to  be  avoided  in  the  fun- 
damental Part  bj  means  of  a  fharp  Third,  we  willchoofe  for  that  purpofe  the  ufual  Subject.  Ex.1.  2. 
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Here  it  wiU  be  proper  to  fhew  the  Reafon   1.  why  Cadences  feem  to  be  more  frequently  ufed  in.Com- 
pofition  of  two  Parts  than  of  three.      It  therefore  is  to  be  noted^  that  thofe  ufed  in  two  Parts  are  in  their 
nature  different  from  Formal  Cadences,  as  they  confift  only  of  the  7.  6.    or  2  ^  3.  being  of  {hort  duration 
and  rather  looked  upon  as  Preparations  to  Formal  Cadences  than  Formal  Cadences  themfelves  lEx.a  Sr  A  and 
become  fuch  only  by  the  additional  3^  Part,  as  will  appear  in  Ex.      of.        Secondly,  why  a  Formal  Cadmce 
may  be  ufed  only  on  the  Introduction  of  the  Subject  and  no  otherwife.   Here  it  muft  be  confidered  that  aFormal 
Cadence,  implies  a  Clofe  and  as  fuch  cannot  be  properly  ufed  but  at  the  End  or  at  the  Conclufion  of  a  Subject,in 
order  to  indicate  the  approach  of  a  new  Subject.  But  the  Subject  introduced  on  a  Formal  Cadence  denotes  the 
Clofe  to  be  ftiU  at  diftance^  and  at  the  fame  time  keeps  up  the  uninterrupted  motion  in  this  kind  of  Compofition. 


Before  wo  proceed  to  the  Example  of  the  Fugue  in  three  Parts  it  will  be  nt  ccffary  to  (hew  how  to 
CoMii.ofc  a  fundamental  Part  to  two  Parts  in  a  defconding  Progreffion  by    7.  6,  and    2.3.  whc rt  l.y  rht  Pro- 
-^ic  lflon  of  the  different  Parts  nillbe  made  eafier.  fee  Ex.  1  &:  2.     From  ^vhich  it  appears  that  a  ■'■>.  Sc  C. 
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may  be  taken  together  and  that:  the  refolves  into  the  S.  and  the  2^  into  the  3' 
be  underftood  of  the  4^^  &:         when  they  lay  ready  beforehand. 


The  fame  is  to 
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Here  follows  6ie  Example  of  a  FUGUE  in  Three  Parts  on  the  ufual Subject 
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Explanation  of  the  Example 


In  the  Compofition  of  this  Fugue  the  fame  Method  has  been  obferved  as  in  that  of  two  Parts  till 
the  Introduction  of  the  third  Part  which  the  two  upper  Parts  accompany  by  a  proper  Harmony  during 
the  continuance  of  the  Subject.  Whereupon  the  Tenor  refunies  the  Subject,  yet  in  an  Interval  differ- 
ent from  that  at  the  beginning,  whilft  the  lowermoft  Part  accompanys  the  fame.  Meantime  theTVeble 
relts  and  prepares  itfelf  to  be  introduced  again  by  another  Interval  different  from  that  at  the  be- 
ginning,fo  as  to  indicate  the  approach  of  the  Subject  by  means  of  a  ftrong  Difcord,  after  which  t}ieClofe 
is  rracic  by  means  of  vi  leffer  Sixth.    Now  the  Tenor  refts  three  Kars,  partly  becaufe  the  upper  an'l  lower 
f^rt  meet  fo  clofe  together  fo  as  not  to  leave  convenient  Room  for  the  Tenor    and  partly  becuufc  t)ie 
Tenor  itfelf  is  foon  after  to  refume  the  Subject.       Further  it  muft  be  noticed,  that  the  Tei-.or  may  alfo 
be  })rought  in  by  a        St  6^^  which  h  as  much  Effect  in  Compofition.     Laftly  the  manner  of  bringing  .in 
the  Counter  Tenor  and  its  Contra  Harmony  built  upon  it,  deferves  particularly  to  be  noticed. 
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'      Concerning  the  additional  fourth.  Part  we 'muft  refer  to  the  Counterpoint  in  4  Parts   where  everything 
neceffary  .to  be  obferved  has  been  fufticiently  treated  of  already.  It  therefore  remains  only  to  be  fhewn,  af- 
ter ^\hich.of  the  3  Parts  the  4^^  is  to  foUow.     Though  it  is  generally  left  to  the  Difcretion  of  theCompofer 
yet  it  is  the  common  Rule,  eftablifhed  by  Cuftom,  that  the  Counter  Tenor  is  to  follow  the  Treble  and  the  JKafs 
the  Tenor;  and  we  further  muft  obferve,  that  as  the  number  of  Parts  encreafes,  proper  Care  muft  be  taken  not 
to  crowd  them  in  fuch  a  manner  that  there  fhould  not  fufEicient  Room  be  left  for  the  other  Parts  to  proceed 
properly,  but  if  inadvertently  the  Parts  fhould  happen  to  be  thus  fituated,  the  Compofer  muft  either  alter  his 
Delign,  or  one  Part  muft  reft  till  fuch  time  as  it  may  conveniently  be  brought  in  again  to  be  united  with  the 
Subject.  .Yet  it  always  w  ill  be  more  expedient  to  order  and  regulate  the  Parts  thus  at  the  Beginning  Avith- 
out  being  put  afterwards  under  a  Neceffity  cJf  altering  a  Plan  once  laid  out.      The  following  Rules^if  well 
obferved,  will  greatly  prevent  any  miftake  of  this  kind,  which  are  1?  that  by  Compofing  one  Part,  One  muft 
at  tlie  fame  time  keep  in  view  the  other  Parts.   2^  To  leave  fufficient  Room  for  a  free  Progreffion.  and  a 
good  Melody  between  the  feveraL  Parts    fee   the  following  Example. 
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Note.  It  is  not  requifite  in  Compofition  of  four  Parts  that  a  continued  Harmony  of  4  Parts  fhould  be  kept  on 
throughout  the  Piece  as  it  is  fufticieut  if  fome  of  the  Parts  do  proceed  whilft  one  or  the  other  refts,in 
order  to  refume  afterwanis  the  Subject;   and  if  towards  the  Conclufion  fome  additional  notes  are  intro- 
duced, when  all  4  Parts  meet  together  to  fill  up  the  Harmony. 

Before  we  proceed  to  Fugues  of  more  than  one  Subject,  it  wiU  be  neceffary  firft  to  treat  of  the 
Double  Coi.nterpoint,  as  one  of  the  moft  material  Articles  in  Compofition  in  general,  and  efpecially 
in  Compofition  of  Fugues  where  more  Subjects  are  introduced. 


Of  DoudU 
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This  is  a  kind  of  artfull  Compofition  where  the  Parts  are  inverted  in  fuch  a  manner   that  the 
uppermoft  becomes  the  lowermoft,  and  vice  verfa.  fo  that  without  any  other  alteration  in  this 
Cafe  a  double  Melody  arifes  diffe  rent  from  the  otlier  both  in  refpect  to  Gravity  as  Accutenefs. 
Some   Authors  mention  different  Species,  fuch  as  the  Double  Counterpoint  in  the  Third, Fourth, 
Fifth,  Sixth, Eighth, Tenth  and  Twelfth,  which  however  we  will  pafs  over,  partly  as  their  Ufe  is 
immaterial  on  account  of  their  being  confined  to  narrow  limits,  and  partly  as  they  differ  but  lit- 
tle from  the  other;   and  treat  only  of  fuch  as  are  more  fignificant  and  ufe  full  in  Compofition,  as 

for  Inftance   the  Double  Counterpoint  in  the  Eightli  the  Tenth  and  Twelfth. 

The  .following  general  Rules  relating  thereto   are  to  be  noticed 
1^^  In  order  to  diftinguifh  the  Subjects  more  properly  from  one  another   a  Diverfity  ought  to 

fub{ift  in  the  Progreffion  of  the  Subjects    that  is   it  ought  to  be  contrived  fo   that  one  Part 

may  .eonfift  of  Longer  and  the  other  of  fhorter  notes    bv  that  means  the  Difference  in  the 

Parts  will  be  made  perfpicuous  and  all  manner  of  Confufion  avoided. 
2']  The  Subjects  muft  be  regulated  thus    that  one  Part  is  to  follow  the  other  after  fo  me  reft, 

but  never  to  begin  together  at  one  Time. 
3^  One  muft  not  exc5^3d  the  Limits  prefcribed  in  every  kind  of  Double  Counterpoint. 
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This  ,  is  a  kind  of  Compofition  where  by  the  Inverfion  of  one  Part  into  the  Eighth  above  or 
below  a  different  Harmony  muft  arife,  but  fuch  as  is  conliftent  with  Rules  .  The  chief  Rules  to 
be  obferved  in  this  part  of  Compofition  are  as  follows: 

The  Fifth  muft  be  av^oided    as  by  Inverfion  it  becomes  a  Fourth. 

It  is  not  allowed  of  to  pafs  into  the  Eighth  by  a  Skip,  as  by  Inverfion  it  becomes  a  tin  if  on 
Ex.1,    for  the  fame  reafon  the  Eighth  cannot  be  ufed  on  the  accented  part  of  the  Meafure, 
but  only  in  Syncopation  .  ' 
3^1-    One  muft  not  exceed  the  Limits  of  the  Eighth,  as  otherwife  l3ie  fame  Intervals  would,  be 
produced  and  confeq^uently  the  fame  Harmony.    For  by  exceeding  the  Eighth  the  fimple  In- 
tervals are  thereby  changed  only  into  compouad  ones,  which  are  one  and  the  fame  thing  with 
the  other  as  to  their  nature    and  differ  only  in  point  of  Place  or  Situation.    Ex.  2. 
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The  following  Rows  of  Figures  placed  oppofite  to  one  another,  will  fhew  at  one  View,  into 

what  Concords  and  Difcords  Notes  are  changed  by  way  of  Inverfion  . 

1.  2.  3.  4.  5.  5.  7.  8. 
8.    7.    5.    5.   4.    8.    2.  1. 
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From  Kence  it  appears  tkat  by  Inverfion  the  Un  if  on  becomes  an  Eighth,  the  Second  a  Seventli, 
the  Third  a  Sixth,  and  the  Fourth  a  Fifth,  and  fo  on.     Of  the  Inverfion  in  the  Eighth  above  it  .feeE<.l. 
and  of  that  in  the  Eighth  below  it.  Ex.  2.    And  the  following  Ex.  3,    will  fhew  that  Inverfion  niaj 
alfo  have  place  in  Syncopation.  , 
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We  proceed  now  to  the  Examples  relating  to  tl^is  Part  of  Compofition,  in  the  firft  whereof 
the  ufual  Subject  or  Canto  fermo   will  be  chofen. 
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Inverfio  in  Octavam  inferior; 
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If  the  Counterpoint  is  compofed  in  that  manner  that  the  contrary  or  oblique  Motion  is  obferved 
on  every,  accented  part  of  the  Bar,  then  the  fame  may  be  turned  into  aTrio  by  tranfcribing  only  theCoun- 
terpoint.and  tranfpofing  die  fame  into  the  Tenth  below  it,    as  in  the  following  Example. 
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in  Decijnam  inferior: 
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Tho  following  Example  will  be  a  convincing  Proof  of  the  great  Ufc  the  Double  Counterpoint 
is  of  in  Compofition,  which  will  be  exemplified  in  a  Fugue,  where  the  manner  how  to  in  fert  a  Contra 
Sulgect,  and  how  it  is  to  be  carried  on  through  the  ^^hole  {"ugue,  will  be  fully  fhewn. 
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Explanation 

Tlie  Contra  Subject  begins  alter  a  R  ft,  and  becomes  changed  into  an  Eighth  hy  the  Inver.fion  of 
the  Parts,  as  may  be  feen  at  K?  1.2.8.4.  6.  where  the  Contra  Subject  always  anfwera  the  n^din  Sub- 
ject (now  in  the  extreme  and  now  in  the  middle  parts)  hy  the  Eighth,  from  which  Div^erfity  always  a 
different   Harmony  arifes  . 

Take  notice  alfo  of  the  artful  Contrivance  where  V^Le  three  Upper  parts  imitate  the  Contra  Sub- 
ject at  N?  6.  in  order  to  contract  the  fame  after  the  ^ain  Subject  is  dropped. 


so 


The  fame  miglit  have  been  done  with  both  Subjects,  and  the  final  Cadence    made  afterwards  by 
altering  only  the  Value  of  fome  note  or  other,  as  in  Ex.1.      And  it  is  further  to  be  obft rved,that 
the  Contra  Subject  need  not  always  be  introduced  on  the  firft  Bar  of  the  Main  Subject,  but  that 
for  Variety^s  fake  it  may  alfo  be  brought  in,  either  in  the  fecond  or  third  Bar,  according  as  the  na- 
ture of  .the  Main  Subject  will  admit  of.     fee  Ex.  2. 


and  its  Tranlpofition  into  the  Decime 


This  is  a  kind  of  Compofition  where  one  of  either  Farta  may  bsTranfpofed  into  the  Decime  a- 
bove  or  below  it,  by  leaving  out  fome  Concords  and  Difcordo,  the  Subject  remaining  in  its  Place. 
The  following  Row  of  Figures,  placed  againft  one  another,  will  {hevr  what  Intervals  are  to  Ve  avc  ided. 

1.     2.     3.   4.     5.     e.     7.     8.     9,  lO. 
10.    9.    8.    7.     6,    5.    4-.    3.    2.  1. 

Yrom  hence  it  is  ev  ident  that  two  Thirds  and  two  Tenths  cannot  follow  one  another  in  a  regular 
motion,  as  the  former  would  become  Eighths  and  the  latter  Unifons  by  Inverfion;  nor  two  Sixes,  a.^  by 
the  Inverfion  to  theTenth^  tsvo Fifths  would  arife.    Further  the  Fourth  cannot  be  ufed  in  the  upperl'art 
in  Syncopation,  as  by  Inverfion  it  becomes  a  Seventh,    Laftly  the  limits  of  aTenthmuft  not  be  exceed- 
ed, fee  Ex.1,  and  the  fajue  Example  tranfpofed  into  the  Decime  whilft  Canto PVrmo  remains  in  it8}'Jaca£x.2. 
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TKe  fame  may  be  effected  by  raifing  only  tKe  Canto  fermo  aThird  and  lowering  the  Counterpoint 
an  Eighth.  The  reafon  of  which  is/becaufe  two  notes  added  to  the  Eighth  become  Tenths .    The  very 
fame  Counterpoint  may  alfo  be  performed  in  three  Parts  by  tranfcribing  only  the  Canto  fermo  note  by 
note  and  tranfpofing  the  fame  into  the  Tenth  below  it  without  any  alteration  in  the  two  Parts,  fee  Example. 
This  likewife  maybe  applied  to  the  firft  Ex.  of  this  Counterpoint,  where  the  latter  is  tranfcribed  into 
the  Decime  whilft  the  Parts  below  remain  as  they  are.  fee  the  firft  Example  in  the  next  Page.. 
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In  this  manner  any  Compoiition  in  two  Parts  of  this  kind  may  be  changed  into  a  Trio,  efpecially 
when  the.  Contrary  or  Oblique  Motion  is  applied  on  every  accented  part  of  the  Bar,  in  the  manner 
fhewn  in  the  laft  Examples.  To  explain  it  more  fully,  we  will  fubjoyn  an  Example  of  a  differentSub- 
ject  from  the  ufual,  which  by  Tranfpoiition  into  the  Decime  becomes  a  Trio. 
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Reniark.   in  tKis  Example  and  the  firft  in  the  preceeding  Page  the  Notes  feem  neither  to  begin  nor  to 
end  in  the  Key,  yet  they  are  fuch  as  are  related  to  it;  befides  it  muft  be  noticed,  that  thofe Examples 
are  given  rather  for  fake  of  fhewing  the  nature  of  Inverfion,  than  for  imitation.    Nor  is  it  required 
to  apply  Inverfion  at  the  beginning  of  a  Compofition,  but  after  a  Subject, conformable  to  the  Key 
another  may  be  introduced,  fuch  as  may  admit  of  Inverfion  into  the  Decime  which  the  Compofer 
may  invert  at  fuch  a  Place  as  he  may  judge  to  be  moft  practicable  and  convenient,  all  which  will  be 
exemplified  hereafter  by  a  Fugue.     But  in  cafe  Inverfion  fhould  be  ufed  at  the  beginning,  then 
we  muft  begin  with  the  Third  or  the  Unifon  of  the  Key,  whereby  the  Part  inverted  will  remain  with- 
in tlie  Bounds  of  the  Key,  as  has  been  Ihewn  already  in  fome  of  the  Examples  above. 
By  the  Tranfpofition  of  the  Treble  in  the  following  Example  into  the  Eighth  below  and  the  Third  above 

will  be  produced  a  regular  Compofition  of  three  Parts. 


Tranfpofitio  in  3^  fuperior: 
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Tranfpofitio  in  inferior: 
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By  the  Compofition  of  this  Counterpoint  in  four  Parts  it  muft  be  obferved  that  the  additional  fourth 
Part  muft  either  reft  or  the  Vacancy  muft  be  filleri  up  by  extending  or  lengthening  the  Melody,  or  the  Subject 
muft  be  introduced  by  contrary  Motion,  or  in  Any  other  manner  as  may  be  confiftent  with  Rules, 
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The  following  Example  will  parti<:ularly  fhew  the  proper  Ufe  of  this  Counterpoint  in  Compofi- 
tion. fee  Ex.1.     Here  the  Contra  Subject  feems  to  belong  to  t^ie  Counterpoint  in  the  Eighth,  as 
it  may  be  inverted. to  the  fame;  but  that  it  may  likewife  be  inverted  to  a  Decime,  and  cpnfequently 
rendered  a  Trio,  will  be  proved  in  Ex.2,  from  which  it  is  evident,  that  both  Counterpoints  may 
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be  united  together.  The  fame  may  alfo  be  practifed,  if  we  raifep  the  Con^r;^  S&bject  an  EigLth, 
whereby  it  will  be  lowered  aThirtJ,  as  will  appear  in  Ex.  3. 
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For  farther  Explanation  we  muft  refer  to  the  following  Example  (being  a  Fugue  compofed  after 
the  Counteipoint  in  the  Decime)  and  the  Remarks  added  thereto. 
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Romarks  to  the  foregoing  Fu  gue 

The  Examples  at  N?  1.  2.  3.  feem  not  to  correfpond  witK  the  nature  of  that  Counterpoint,  as 
th(  Contra  Subjects  do  not  proceed  by  Tenths  but  by  THrds  and  Sixes.  Kut  we  muft  obferve,that 
neverthelefs  it  is  grounded  upon  it)  for  undoubtedly  if  tliat  Example  had  been  Compofed  in  tlie  manner 
as  in  Ex.  a.  6.  it  would  exactly  have  correfponded  witK  it.  But  as  by  taking  of  Tenths  as  at  N?  1. 
in  the  Fugue ^  the  Counter -Tenor,  and  at  N9  2.  the  Tenor  would  have  been  deficient  in  Harmony, fo 
for  that  reafon  Thirds  below  it  have  been  taken  inftead  of  it.  At  N?  5.  Sixes  have  been  taken,  for 
fake  of  connecting  the  Parts  more  clofely,  which  properly  fliould  appear  as  inEx.  The  fame  is  to 
be  underftood  of  thofe  Notes  at  N9  6.  At  N9  4.  and  b.  after  the  Reft  the  S  ubject  has  been  in- 
troduced by  way  of  Inverfion,  agreeable  to  the  Rule  "That  after  the  Reft  the  Subject  muft  follow 
either  in  a  regular  way   or  by  Inverfion. 
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In  this  part  of  Compofition  one  of  the  two  or  three  Farts  may  be  inverted  to  a  Twelfth  above  or 

below  it.    The  following  itows  of  Figures  will  fhew  what  Intervals  are  to  be  ufed  or  avoided. 

:    1.   2.  3.  4.    5.   S.   7.   8.  9.  10.  11.  12. 
12.  11.  10.  9,  8.    7.    o.   5.  4.  3.   2.  1. 

It  appears  from  hence  that  any  Interval  but  that  of  the  $  and  7  refolvcd  into  die  6  may  be  ufed 
in  this  Counterpoint.  But  we  muft  not  exceed  the  Compafs  of  a  Twelfth.    As  this  Counterpoint  may  be  ap- 
plied to  Compofition  of  2.  3  or  4  Parts;  it  will  be  proper  to  draw  out  particular  Examples  for  that  purpofe. 

Example  of  Counterpoint  in  Duodecimo  for  two  Parts.. 
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Explanation 

The  Treble  Part  ends  with  a  S'^  inftead  of  the  8^*^  in  order  that  the  Iranfpofition  of  the  Coun- 
t(  i  point  might  be  more  conformable  to  the  Key;  though  it  is  not  contrary  to  the  Rules  of  this  Coun- 
t(  rpoint  for  the  tranf[)ofed  part  to  exceed  the  Limits  of  the  Key. 


Note,  tlie  Counterpoint  is  to  bo  inverted  tKas,  tliat  tlic  Treble  Part  may  come  to  be  placed  in  t'ni 
Duodecime  below  it,  and  Canto  fermo  to  remaip  in  its  Place. 
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TKis  alfo  maybe  practifed  in  a  different  -way,  wMcli  is,  by  placing  tie  Counterpoint  in  the  Eightli 
below  it,  and  tiie  Canto  fermo  a  FiftK  above  it. 
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It  appears  from  the  Example  above  as  if  by  Inverfion  the  Compofition  w^as  changed  into  a  differ- 
ent Key;,  but  it  is  not  only  to  be  confidered,  that  it  is  into  fuch  a  one  only  as  ftands  in  Relation  to  the 
Principal  Key,  but  alfo  that  the  fame  Cafe  will  be  quite  different  in  Compofition  of  more  Parts,  where 
a  Formal  Cadence  may  be  regulated  entirely  according  to  the  Key,  when  after  the  Clofe  of  the  Can- 
to fermo   fome  additional  part  of  Melody  is  fubjoyned  . 
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Example  of  a  Counterpoint  in  Duodecima,  whicli  by  the  addition  of 
the  Counterpoint  in  Decima  becomes  a  Trio. 
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Now  we  will  tranfpofe  the  Counterpoint  in  die  Duodecime  below  it,  whilft  Canto  fermo  remains 
in  its  place,  and  the  fame  Counterpoint  in  theDecime  above  it,  whereby  a  Trio  will  be  formed. 
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In  tMs  Counterpoint, in  two  Parts,  the  following  additional  Rules  with  regard  to  the  forming  of 
it  into  a  Trio,  will  be  neceffary  to  be  obferved. 

That  it  muft  begin  and  end  with  a  Fifth. 

The  Progreffion  muft  be  either  in  the  contrary  or  oblique  motion. 
3..   Difcords  ufed  by  Syncopation  are  forbid. 

"We  a.dd  another  Example  of  a  different  Subject,  where  the  Rules, given  above,  are  ftrictly.obferved. 


"T — !  f 

D 

-Hah- 

Note,  according  to  the  Rules  above  concerning  the  Ufe  of  the  6   we  muft  give  place  here  to  an 
-  Exception,  which  is,  that  it  maybe  ufed  in  Syncopation.    See  the  Ex.1,  together  with  its  Tranf- 
pofition  in  the  Duodecime  below  it.  Ex.  2. 

Ex.  2. 
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Having  treated  of  the  three  different  kinds  of  Double  Counterpoint  feperatelyj  we  w-ill 
fubjoyn  the  following  Examples  in  order  to  fhew  how  all  thofe  differient  kinds,  if  joyned  together 
in  2  and  3  Parts,  may  produce  an  agreeable  Variety  in  Harmony. 
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This  great  Variety  produced  from  one  and  the  fame  Example  plainly  fliews  the  Excellency  and 
Importance  in  the  Ufe  of  this  Counterpoint.   Which  agreeable  Variety  is  obtained  by  ufing  chiefly 
the  Fifth  and  Eighth,  and  thofe  in  the  Contrary  Motion  only;  but  the  Third  in  the  oblique:  where- 
])y  the  Counterpoint  in  Octava  and  Decima  maybe  drawn  from  that  of  the  Duodecima  by  means  of 
fuch  diftinct  Variations  .        fee  an  Example  in  two  Parts  in  the  Eighth  above  it   Ex.1,    and  in 


Eighth  below  it.  Ex.  2. 
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If.  further  you  make  the  firft  Treble  proceed  with  the  Counter  Tenor,  and  the  fecond  Treble,  with 
the  Bafs  byTenths,  you  will  have  a  conipleat  Qjuatro  in  this  manner. 
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The  fame  Example  digefted  in  a  different  manner 
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The  Examples  above  are  convincing  Proofs  of  the  great  Utility  of  this  Counterpoint  in  Compofi- 
tion,by  the  means  of  which  a  Duetto  once  regularly  compofed,  may  eafily  be  framed  into  a  Trio 
or  Qjuatro.        It  now  follows  to  fhew  in  what  manner  a  G  iiipofition  where  no  Syncopation  of 
Difcords  is  u{ed,  maybe  inverted  in  the  contrary  motion.      This  Inverfion  may  be  practifed  in 
two  different  ways;    in  the  fimple  Contrary  Motion.    Ital:   Al  Roverfcio.     or  in  the  ftrict 
Contrary  Motion.   Xtal:      Al  Contrario  Riverfo. 
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The.  Simple  Contrary  Motion  we  fneak  of,  figniiies  fucK  a  Frogreffion  where  hy  Inverfion 
of'one  Part  the  rifing  notes  are  changed  into  falling  ones  in  the  other  Part  without  ohft  rving  thefan:e 
Species  of  whole  or  half  notes,  fee  Ex.1.       But  in  the  Strict  Contrary  MotlOn  the  notes  are 
inverted  in  fuch  a  manner  as  that  Mi  always  muft  come  to  be  placed  againft  Fa,  i.e.  the  fame.who'c 
or  half  notes  are  to  be  imitated.  Ex.  2. 
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The  following  Scale  will  fhew  the  Intervals  ufed  in  the  ftrict  Inverfion  in  the  Contrary  Motion, 

1  .  Afcending  Scale  of  the  Eighth 

in  the  Sharp  Key  -    -   C.    D.    E.   F.    G.    A.   B.  C. 
Defcending  Scale  of  tlie  Third-  _  E.   D.   C.   B.'  A.   G.    F.  E. 

If  now  for  Inftance  one  Part  w  as  to  begin  with  G.  or  F.  then  it  will  be  anfwered  in  the  ftrict 
,Inverfion  of  the  Contrary  Motion  by  A.  or  G. 

2  .  In  Flat  Keys  by  placing  the 

afcending  Octave  A.    B.     C.    D.    E.    F.     G.  A. 

againft 

The  defcending  Scale  of  the  leffer  7^^       G.    F.    E,    D.    C    B.    A.  G. 

If  therefore  one  Part  was  to  begin  in  E.or  C.  then  the  other  muft  follow  or  anfwer  by  Cor  £. 
The  fame. Rule  holds  with  refpect  to  the  other  Kejs  . 

In  order  to  render  this  manner  of  Inverfion  more  intelligible  it  will  farther.be  explained  by  an 
Example  in  three  Parts,  the  fame  that  has  been  ufed  before   already  . 
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Though  any  Compofition  may  be  inverted  in  this  manner   yet  as  according  to  the  diffejent 
nature  of  a  Subject  all  Inverfions  might  not  produce  the  fa-ue  good  Melody;    fo  it  'vill  be  ne- 
ceffary  to  ufo  it  with  Caution  an(i  Judgement,  left  under  pretence  of  difplaying  much  Art,  the 
Compofition  might  fuller  in  point  of  Melodyj  which  may  be  faid  to  be  the  Cafe  in  the  following 
Fugue,  which  is  rather  given  for  an  Exaniple  of  the  Counterpoint  in  Duodecima    than  for  aSpe- 
cimen  of.  agreeable  Melody.  fee  ^ext  Page. 
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From  what  has  been  faid  of  this  Counterpoint  it  is  evident  that  it  is  inipoffible  to  introduce 
feveral  Subjects  in  Coinpofition  without  the  fundamental  Knowledge  and  Practice  there  of. and  with- 
out a  Variety  of  Subjects  a  Compofition,  efpecially  in  Church  Style,is  rather  infignificant  and 
fuperficial.  Now  it  follows   to  fhew  the- manner  of  Compofing   a  Fugue  upon  a  CantoFermo 

and  how  it  is  to  bo  carried  on. 
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Note.   Before  we  write  down  the  Subject  that  is  to  be  united  with  the  Canto  fermo   it  will  be  necef- 
far^  firft  to  confider  duly  every  Bar  of  the  Canto  fermo,  whether  fuch  a  Subject  introduced  ei- 
ther in  the  fimple  or  ftrict  Contrary  Motion  will  harmonize  with  it  at  every  Bar:  or  at  lea  ft  at 
moft  of  them.         The  Rules  of  Counterpoint  and  good  Melody  are  alfo  to  be  obferved  in  this 
refpect.  Yet  there  is  ftill  another  way  of  choofing  a  Subject    \\hich  may  be  taken  from 

the    Canto  fermo  itfelf,    by  altering  the  Value  of  Notes     as  will  appear  in  the  following 
Example  . 
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Subjects  in  the  Chromatic  Stile  are  inverted  differently.  For  if  we  wore  to  regulate 
the  Inverfion  of  tlie  following  Subject  in  Ex*  1.  according  to  the  Rules  of  tlie  Diatonic  Genus 
it  would  appear  as  in  tKe  manner  following,  fee  Ex.  2.  Hut  as  this  Inverfion  would  be  con- 
trary to  the  Key,  fo  for  that  reafon  it  is  to  be  regulated  thus;  fee  Ex.3,  as  both  the  Begin- 
ning and  End  remain  within  the  Limits  of  the  Key. 
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Ex.  2. 
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The  following  Fugue  compofed  after  this  method  of  Inverfion  will  futticiently  iUuftrate  it. 


o 

in  the  contrary  Inversion. 
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If  a  Compofition  is  to  be  embellifhed  with  more  Subjects,  fo  that  each  may  be  different  from  the 
other  as  to  their  nature  and  value  of  notes,  it  may  be  effected  by  means  of  the  Double  Counter- 
point  as  may  be  feen  in  the  following  Example,  '  . 
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This,  is  the  way  a  Fugue  with  3  Subjects  is  to  be  regulated.  Here  the  fecond  Subject  is  grounded  upon 
the  Counterpoint  in  the       and  the  Third  upon  that  in  the  Twelfth.    In  the  firft  place  it  is  to  be  obfer\;ed  that 
each  wSubject  muft  be  diftinguifhed  from  the  other  bj  a  different  value  of  notes,  in  order  to  render  their 
different  movements  the  more  j^erfpicuous:   fecondly,  Care  muft  be  taken  that  after  the  Subject  has  been 
introduced  in  the  Duodecime,  no  Six  may  appear  between  the  Parts  as  otherwife  the  Inverfion  could  have 
no  place*  thirdly,  the  reafon  why  the  whole  Subject  has  not  always  been  carrieii  on  throughout. tlieFugue 
is  partly  for  fake  of  bringing  in  another  Subject,  or  for  fake  of  Melody.   Yet  a  Compofition  of  S  Subjects 
properly  requires  a        part  for  its  Accompanymeiit,  as  by  that  means  more  Varietj^  could  be  obtained  by 
giving  fufficient  room  for  foMC  parts  to  proceed,  whilft  the  other  refts. 
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This  Part  of  Variation  to  be  treated  of  differs  from  the  common,  where  the.  note;  proi;i  o«!  by 
Thirds  as  in  the  Ex.1.  But  this  Variation,  otKerwife  called  Diminution  is  ufed  in  notes  that  pro- 
ceed bj^  Skips,  Ex.  2.  3.  4.  whicK  laft.  Example  (hews  the  Viiri?ition  to  deviate  from  the  common 
Rules  of  Counterpoint,  as  in  this  Cafe  we  proceed  from  a  Concord  to  a  Difcord  or  from  Difcord  to 
Dlfcord  by  Skips,  which,  in  Counterpoint  is  not  allowed  of,  but  only  in  common  Compofition.  fee 
more  Examples  of  fuch  Variations,  where  jou  will  find  firft,  the  notes  in  their  original  Form, 
and  the  Variation  placed  next  to  tliem    Ex.6.  6.7.  8.5.10. 
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N<  The  Compofer  need  not  to  ufe  tliofe  Embellifhments  too  profufely,  as  the  Performers  generally 
are  apt  ^nough,  to  introduce  them  plentifully,  though  alas  I  often  very  unfeafonably . 


Anticipation  arifes  when  half  of  the  Value  is  taken  from  the  preceeding  note    and  appro 
priated  to  the  fucceeding  note,    fee  Ex.  1.2,  3.       This  manner  of  varying  notes  is  much  in 
Vogue  in  our  modern  Mufick    and  is  ufed  with  good  effect       Yea  manj  Irregularities  may  be 
amended  by  it . 

Ex  1  2 
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and  concerning  the  Regulation  of  the  Anfwer 


The  following  are  tKe  general  Rules  concerning  the  Anfw  er. 

1^*^  The  Melody  of  the  Anfwer  muft  exactlj^  correfpond  with  that  of  the  Guide. 

S'f    A  true  Modulation    or  an  exact  Conformity  to  the  Key  muft  be  obferved. 

Sl^  The  Key  note  and  Fifth  muft  anfwer  one  another  on  the  firft  and  laft  note   of  the 

Guide  and  Anfwer. 

4th  .         ,  .  ,  ' 

'.    In  a  Skip,  whether  it  be  at  the  beginning  or  in  the  Middle,  the  Key  note  and  Fifth 

muft  anfwer  one  another. 


In  the  following  Example  I.  The  Anfwer  may  be  framed  in  two  different  ways,    firft^by  making 
the  laft  note  conformable  with  the  Key.  fee  Ex.2.       fecondly,  by  following  the  Rules  of  Solfaing, 
or  making  the  Melody  more  fimilar  to  that  of  the  Guide,   fee  Ex.3. 


X.  1.  Guide 
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Both  Anfwers  in  fome  refpect  are  right.  But  the  laft  Ex.  3.  feems  to  be  preferable  for  two  reafons 
firft,  for  being  more  melodious.     fecond,  for  being  more  limilar  to  the  melody  of  the  Guide.  From 
hence  it.maybe  concluded,  that  Melody  is  more  to  be  regarded  than  the  Key. 

The  fame  Obfervation  is  to  be  applied  to  the  following  Example,  for  if  the  Skip  A.  D.was  to  be 
imitated  by  D.  A.  according  to  Rule,  it  would  be  contrary  to  Modulation  and  Melociy:  as  in  the 
firft  Cafe  either  a  Semitone  D.  ^E.  in  imitation  of  A.  bfi.  in  the  Guide  would  h^ve  preceeded  as 
in  Ex.  ^.   or  in  the  fecond  Cafe  the  Skip  would  be  preceeded  by  the  3^    D.  F.     Ex.  6. 


^3 


m 


a 


Bad 


i 


The  follov/'ing  Ex.  will  flicv/  how  the  Anfwer  to  one  and  the  fame  Subject  may  be  differently 
regulated  according  to  the  nature  of  the  Key,  wherein  the  Subject  is  to  modulate.      In  which 
refpect  D.oth  Imitations  are  proper. 
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'The  following  Subject  Ex.1,  may  likewife  differently  be  imitated,  firft^by  following  the  Rules 
of  til e  Key,  and  fecondly,  tlie  Rules  of  Melody.   In  tKe  firft  Cafe  the  Subject  in  the  Chromatic.Stile 
muft  be  reduced  to  the  Diatonic  Ex.2.   TKe  Anfwer  to  whicK  is  eafily  framed  to  it  Ex.3.  This 
done,   the  Imitation  only  need  to  be  made  in  the  Chrojnatic  Stile.  Ex.  4, 


Ex.  1. 


Ex.2. 


Ex.  4. 
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Ex.  3. 


Here  the  Subject  could  not  be  anfwered  by  tlie  fame  Succeffion  of  Semitones,  as  in  that  Cafe  we 
fhould  have  made  ufe  of  a  note  that  would  have  been  foreign  to  the  Key,  as  in  Ex.1,  the  Cafe  would 
have  been  dilferent  in  a  Subject  of  fuch  a  nature  as  in  Ex.  2.  For  Kere  the  Imitation  is  entirely  con- 
foriuable  botK  to  th.e  Rules  of  Modulation  and  Melody.    Obferve  alfo  in  the  fame  Example  that  for  fake 
of  a  brilker  motion,  the  firft  note  in  the  Guide,  a  Minum,  is  anfwered  by  a  Crotchet. 
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Anfwer  bad 


Ex.2. 


Anfwer 


.In  the  fecond  Cafe  by  following  tKe  Rules  of  Solfaing  the  Anfwer  muft  be  regulated  as  in.Ex.l. 
whereby  the  Subject  is  more  clofely  imitated^  i.e.  by  the  fame  fucceffion  of  half  Tbnes.  In  the  2'jEx.whicK 
bylnS'erfion  becomes  fimilar  to  the  foregoing  the  Imitation  is  ftrictly  regulated  after  the  Rules  botK  of 
tKe  Key  and  Melody. 
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Before  we  coi»clude,  it  will  not  be  improper  to  IKew  in  what  part  of  tKe  different  Meafures.  of 
Time,  Syncopation  of  Difcords  may  be  ufed. 

In  Common  Time  or  Kinary  Meafure,on  the  firft  or  accented  part  only,  fee  Ex.1, 
2*J  In  quickMeafure  or  Prefto,  wKere  a  Bar  is  divided  into  4  CrotcKets^  on  tlie  firft  and  ThJrd  only.  Ex.2. 
In  flowMeafure  or  Adagio,  on  every  CrotcKet.    fee  Ex.3. 
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yie  add  })y  w^ay  of  Supplement  a  Specimen  of  Compofition  in  tKe  CKurcK  Stile    or  as  it  is 
properly  called  in  the  Stile   a  Capella  from  its  b^ing  performed  only  by  Vocal  Parts. 


See  next  Pa'^t. 
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Tutti  un  poco  Allegro 
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Tutt:  Prefto  moderato 
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